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PROGRAM 
Gloria in D major, RV 589 Antonio Vivaldi 
(1678-174 ~ 
Gloria in excelsis 
Et in terra pax 
Laudamus te 
Jennifer Rose Parker-Sparks, soprano 
Joyce Wong, soprano 
Gratias agimus tibi 
Domine Deus, Rex coelest.is 
Katherine Quinn, soprano 
Domine Fili unigenite 
Domine Deus, Agnus Dei 
Kristin Ezell, contralto 
Qui tollis peccata mundi 
Qui sedes ad dexteram Patris 
Janna Hinebaugh, contralto 
Quoniam tu solus sanctus 
Cum Sancto Spiritu 
Women of Symphonic Chorus 
Kevin Leong, conductor 
-intermission-
Symphony No. 2 (1933) 
Sostenuto, Allegro molto 
Largo 
Allegro vivace 
Boston University Chamber Orchestra 
Richard Cornell, conductor 
Kurt Weill 
(1900-1950) 
TEXT AND TRANSLATIONS 
Antonio Vivaldi 
Gloria in D major, RV 589 
Gloria in excelsis 
Gloria in excelsis Deo. 
Et in terra pax 
Et in terra pax 
hominibus bone voluntatis. 
Laudamus te 
{-audamus te. Benedicimus te. 
1 doramus te. Glorificamus te. 
Gratias agimus tibi 
Gratias agimus tibi 
propter magnam gloriam tuam. 
Domine Deus, Rex coelestis 
Domine Deus, Rex coelestis, 
Deus Pater omnipotens. 
Domine Fili unigenite 
Domine Fili unigenite, Jesu Christe. 
Domine Deus, Agnus Dei 
Domine Deus, Agnus Dei, 
Filius Patris. 
Domine Deus, Rex coelestis. 
Domine Fili unigenite. 
Qui tollis peccata mundi, 
miserere nobis. 
Qui tollis peccata mundi 
Qui tollis peccata mundi, 
suscipe deprecationem nostram. 
Qui sedes ad dexteram Patris 
Qui sedes ad dexteram Patris, 
rniserere nobis. 
Quoniam tu solus sanctus 
uoniam tu solus sanctus. 
Tu solus Dominus. 
To solus Altissimus, Jesu Christe. 
Cum Sancto Spiritu 
Cum Sancto Spiritu 
in gloria Dei Patris. Amen. 
Glory to God in the highest. 
And on earth peace 
to all those of good will. 
We praise thee. We bless thee. 
We worship thee. We glorify thee. 
We give thanks unto thee 
according to thy great glory. 
Lord God, Heavenly King, 
God the Father almighty. 
Lord Jesus Christ, the only begotten Son. 
Lord God, Lamb of God, 
Son of the Father. 
Lord God, HeavenlyKing. 
Lord, the only begotten Son. 
Thou who takes away the sins of the world, 
have mercy upon us. 
Thou who takes away the sins of the world, 
receive our prayer. 
Thou who sit at the right hand of the Father, 
have mercy upon us. 
For Thou alone art holy. 
Thou alone art the Lord. 
Thou alone art the most high, Jesus Christ. 
With the Holy Spirit 
in the glory of God the Father. Amen. 
PROGRAM NOTES 
Antonio Vivaldi 
Gloria in D major, RV 589 
Second only to The Four Sensons, the Glorin (RV 589) is one of the most 
well-known compositions of Antonio Vivaldi (1678-1741) and is among the most 
celebrated vocal works of the Baroque period. That Vivaldi 's music is as popular 
as it is today is due to the discovery of what is believed to have been his personal 
manuscript collection by Luigi Torri and Alberto Gentili in 1926. The 
approximately 7,800 folios of Vivaldi's music that were uncovered include sacred 
and secular works of all genres and are currently housed in the Biblioteca 
Nazionale Universitaria in Turin. Although the Glorin was one of the rediscovered 
compositions, its first modem performance did not take place until September 20, 
1939 in Siena. This concert was part of a week-long Vivaldi festival entitled 
Settimnnn Antonio Vivaldi and organized by the composer Alfredo Casella and the 
Accademia Musicale Chigiana. (Casella not only conducted that performance but 
also edited the first modern edition of the work for Ricordi.) Since then, the Gloria 
has enjoyed almost unparalleled popularity among professional and amateur 
ensembles alike. 
As the Glorin is scored for four-part chorus (soprano, alto, tenor, bass), it 
is usually performed by mixed choirs. However, mixed choirs would almost 
certainly not have performed sacred works in 18th-century Europe. The idea of men 
and women singing together in a church choir was nothing short of indecent. When 
women were permitted to sing at church, they were separated from the men. (Male 
choirs routinely employed boys and countertenors to sing soprano and alto parts 
respectively.) One might therefore expect that the Glorin would have been performed 
by a choir of men and boys. However, research has shown that Vivaldi, in fact, 
wrote the Gloria for a girls' choir. 
Vivaldi wrote much of his sacred music for the Pio Ospedale della Pieta, 
one of the four ospedali grandi ('great hospitals') of Venice. The ospednli were 
charitable institutions which cared largely for homeless children. The resident 
population of the Pieta consisted entirely of foundlings, those abandoned by their 
parents at birth. (Newborns were anonymously deposited in a niche in the outer 
wall of the building.) Male wards stayed only until adolescence, but the ospednle 
was home to its female wards until they entered married or convent life. In either 
case, a dowry was required. Girls of the ospedali earn~d their dowry by working 
for the institution either through labor or serving as a musician in the coro. 
The coro of the ospednli, which consisted of singers as well as 
instrumentalists, were an important part of Venetian musical and social life. Other 
composers who wrote for the ospedali include Ferdinando Bertoni, Baldassare 
Galuppi, Niccolo Jommelli, and Nicola Porpora. Religious services held in the 
chapels of the ospedali were attended by Venetian high society and foreign visitors 
who were drawn to the music performed there. (The services contained so much 
music that they were very nearly concerts.) Indeed, the ospedali were dependent 
upon the financial support of the nobility through the sale of concert tickets and 
donations. )I\ 
With nearly a thousand residents, the Pieta was the largest of the ospec. 'I 
by far. This allowed it to sustain a substantial choir and a diverse orchestra, each 
approximately twenty members strong. The instructional staff, who were men, 
consisted of a maestro di coro ('musical director') and a complement of instrumental 
teachers. In September 1703, Vivaldi was appointed mnestro di violino at the Pieta, 
his first official post, and was in charge of instructing students in the string 
instruments. A promotion to the position of maestro de ' concerti in March 1716, 
however, was not enough to keep Vivaldi in Venice. As a budding opera composer, 
he liked to oversee the production of his works, and this required almost constant 
traveling. Still, the governors of the Pieta recognized the worth of retaining Vivaldi 
as a composer even if his absence from Venice prevented him from holding a teaching 
position there. Over the course of the rest of his life, the Pieta paid Vivaldi for a 
steady supply of concertos and other instrumental works as well as for directing 
performances of them when he was in Venice. 
Given that in its only surviving manuscript, the Gloria is scored for four-
part "mixed" choir, how might have it been performed at the Pieta? Interestingly, 
this question has only begun to be addressed in recent years, and the matter is 
currently being debated in musicological circles. Michael Talbot has presented four 
possible solutions to the problem of how the tenor and bass parts were sung. The 
first solution is that they were not actually sung at all, but that those who 
composed for the Pieta wrote music which they had hoped would eventually reach a 
wider market. While it is true that many bass parts written for the choirs of the 
pedali were doubled by instruments, this is not generally true for the tenor parts. 
oreover, some works include independent tenor and bass parts essential to the 
texture of the music. The second movement of the Gloria ("Et in terra pax") is such 
an example. There is currently very little support for this solution. 
The second solution is that the lower parts were sung by men who were on 
the staff at the Pieta or who were brought in from the community. However, it has 
already been seen that such mingling of the sexes would not have been permitted. 
(The girls of the Pieta were so cloistered that the coro was even shielded from view 
when they performed for a mixed congregation.) Furthermore, written accounts of 
visitors to the ospedali make no mention of male coro members, and some even point 
out that the coro was entirely female. There are also no records of any male coro 
members in the archives of the ospeda/i. 
The third solution is that, except for the very lowest notes, the tenor and 
bass parts were sung at pitch - that is, untransposed - by girls and women who 
specialized in singing in the lower registers. There is actually evidence that the 
large resident population of the Pieta included some females who were documented 
as being "tenors." At the Mendicanti, the next largest ospedale, there was 
apparently at least one "baritone" and even a "bass" (she was an octogenarian). 
Although one cannot dispute that the bass part in the Gloria is relatively high, it 
seems improbable that any of the ospedale would be able to maintain a reliable 
source of female basses. 
The fourth solution involves octave transpositions of the lower parts into 
a range suitable for women's voices. Talbot maintains that since there were female 
tenors at the Pieta, only the bass part required transposition. However, Joan 
Whittemore believes that both tenor and bass parts were transposed. Transposition 
of the tenor part produces a line which often rises above that of the soprano. Still, it 
is obviously the more practical solution for modern women's choirs, and it is the 
solution which is used in tonight's performance. A special edition of the Gloria with 
transposed tenor and bass parts was prepared by the conductor in which the 
original soprano, alto, tenor, and bass parts appear as the soprano I, alto I, 
soprano II, and alto II parts respectively. 
Unlike his operas and concertos, for which there was a constant demand, 
.. ·valdi wrote most of his sacred vocal music for specific commissions. The sacred 
music falls into three periods: early (1713-1717), middle (c. 1720-1735), and late 
(1739). Almost all of the thirty works of the early period, including the Gloria, were 
written for the Pieta and share certain characteristics. Because they were 
performed by females, the choral bass lines are confined to a higher register and 
doubled by instruments of the orchestra. (The lowest notes of the bass line of the 
Gloria transposed up an octave lie near the bottom of an alto's functional range.) 
The inclusion of solo movements for female voices only is also characteristic and an 
obvious consequence of the performing forces that were available. The 
instrumentation of the Gloria - oboe, trumpet, strings, and basso continuo - is 
somewhat common to the works written for the Pieta. The pairing of a single oboe 
and a single trumpet is particularly Venetian; it was frequently used in music 
performed at the Basilica di San Marco from 1689 to 1732. (As a boy, Vivaldi 
would occasionally play the violin alongside his father who was himself a 
violinist at San Marco.) Talbot speculates that the Gloria was written in 1716, 
possibly celebrating a Venetian victory over the Turks in the sixth war between the 
Republic of Venice and the Ottoman Empire. 
Much of the appeal of the Gloria is due to the wide variety of musical 
styles used in the work. Indeed, such diversity was a goal of the Neapolitan school, 
the dominating influence on 18th-century church music. Composers of the 
Neapolitan school wrote masses in the stilus mixtus ('mixed style') which combined 
contrapuntal choruses written in the stile antico ('old style'), concerto-like 
choruses, and operatic arias for solo voices. To achieve this diversity, the number 
of movements in a mass was increased by dividing the text of the mass ordinary into 
small groups of phrases or even single phrases. In the Gloria, the diversity in style is ~1\ 
compounded by a diversity in mood. The four solo movements, or church arias, ~I 
alone are evidence of this. Those for soprano are the playful duet L11udamus te and 
the lyric Domine Deus, Rex coelestis, while those for alto are the mournful Domine 
Deus, Agnus Dei and the powerful Qui sedes ad dexteram Patris. (As would have 
been done at the Pieta, the soloists for tonight's performance are drawn from the 
choir.) 
The first movement, Gloria in excelsis, is akin to a concerto allegro. The 
orchestral introduction, based on what Talbot calls "the most famous and instantly 
recognized motive based on the interval of an octave in the whole of musical 
literature," becomes a kind of ritomello over which the choir homophonically 
declaims the text. Vivaldi uses variations of this octave-based ostinato in several of 
the other movements. Over the course of the movement, successive choral entries 
travel further away from the home key of D major, visiting A major (the dominant), B 
minor (the relative minor), and the distant C-sharp minor before returning to the 
tonic. 
The heavenly exuberance of the first movement gives way to an anguished, 
earthly calm of the second, in B minor. As in the first movement, the choral parts of 
Et in terrn pax are completely independent of the orchestra. The orchestral 
ritornello consists of a dialog between the first and second violins; statements of 
arpeggiated chords in one section of the violins are immediately echoed in the other. 
This exchange occurs above a steady, pulsating eighth-nofe accompaniment in the 
violas, cellos, and double basses. In contrast to the violins, the imitative lines of the 
chorus are almost entirely scalar. The highly expressive move from the first to the 
lowered second scale degrees in the "Et in terra pax" motive calls for an unusually 
frequent use of Neapolitan sonorities. The rising, chromatic line used by Vivaldi to 
set the text "bonae voluntatis" will also reappear in later movements. Talbot notes, 
"There is no word-painting in this movement, but Vivaldi's control of pace, density 
of texture, . .. unrelenting use of chromaticism and spine-chilling modulations wind 
up tension to produce a feeling of desolation and desperation: this is a plea for 
peace from those who enjoy all too little of it." 
l.nudamus te, a joyful duet for sopranos in G major, relieves the gloom of VJ 
the preceding movement. The dialog between the voices recalls that between the 
violins in Et in terra pax as well as, according to Talbot, "an old meaning of the 
word 'concerto' - the idea of vying with someone in order to achieve a common 
purpose (which in this case is to sing God's praises) ." Although the orchestra plays 
ritornello-like material at times throughout the movement, it accompanies the 
solo sections with a repeated, octave-based motive similar to the one from the 
opening movement. 
The fourth movement, Gratias agimus tibi, opens with two homophonic, 
choral statements of "Gratias agimus tibi" establishing the key of E minor. The 
soprano line in this short introduction is simply a rising, chromatic scale recalling 
the "bonae voluntatis" motive of the second movement. A short, imitative setting of 
the text "propter magnam gloriam" follows in which the multifariousness of God's 
"great glory" is symbolized by the multiple entrances of the fugato subject. The 
fugato is written in stile antico with orchestral doubling of the choral parts. As 
Vivaldi received little or no training in counterpoint, he sometimes borrowed music 
written in the stile antico from other composers. Scholars suspect that this fugato 
was borrowed, although no model has yet been identified. (The model for the final 
movement of the Gloria, however, has been identified.) 
Domine Deus, Rex coelestis calls for solo oboe and reduced basso continuo 
(solo cello and harpsichord in tonight's performance) to accompany the soprano 
. , ,, . The aria takes the form of a gentle siciliana in C major. Although Vivaldi 
·, ~ lates that the oboe line may instead be played by solo violin, an oboe is 
us ually preferred as its woody tone enhances the pastoral feel of the movement. A 
repeated octave-based motive once again makes its appearance, this time in the solo 
cello. 
Rhythmic ostinati have thus far characterized three movements: Gloria in 
excelsis (eighth notes), Et in terra pax (eighth notes), and Domine Deus, Rex coe/estis 
(eighth-note triplets) . In Domine Fili unigenite, a chorus in F major, Vivaldi 
permeates the movement with repeated dotted (saccade or 'jerked') rhythms 
characteristic of the French overture. Vivaldi specifically labels this style as "a/la 
Jrancese" in other similar pieces. The repeated harmonic progressions and triple 
meter make this movement a type of chaconne. 
Domine Deus, Agnus Dei is composed as a call-and-response movement for 
solo alto and choir in D minor. The instrumental introduction and accompaniment 
for the solo is scored for reduced basso continuo forces (in tonight's performance, 
solo cello and harpsichord). The introductory material played by the cello is itself a 
melody and is largely composed of descending arpeggios and scales characteristic of 
a lament. The alto melody, which also begins with a descending scale, is 
accompanied by ostinato repetitions in the cello of its initial figure. The choir, 
doubled by the orchestra, interrupts the aria eight times, at first supplying words 
not sung by the solo ("qui tollis peccata mundi") and later echoing the alto's cries 
for mercy ("miserere nobis"). 
The overall structure of the chorus Qui tollis peccata mundi is similar to 
that of Gratias agimus tibi. Both movements are in E minor, and both begin with a 
homophonic slow section which leads to a more active one. Instead of breaking into 
a fugato, however, the second section of this movement remains homophonic. It 
contains a soprano line composed of a rising, chromatic scale which recalls similar 
motives used in Gratias agimus tibi and Et in terra pax. 
The fiery alto aria Qui sedes ad dexteram Patris returns to B minor, the key 
of the second movement. The repeated four-note motive (two sixteenth notes 
followed by two eighth notes) of the opening orchestral ritornello initially 
·· eared in the second bar of the first movement and will recur in the following 
niam tu so/us sanctus. The motive appears throughout the movement as an 
accompaniment to the alto melody, which itself incorporates the motive. Vivaldi 
emphasizes the meaning of the text by having the alto sustain the first syllable of the 
word "sedes" ('sits') for three full bars; musically speaking, the alto "sits" on the 
same note for three measures. 
In Quoniam tu solus sanctus, Vivaldi re-presents the material used in the 
first movement. This process is similar to the way he reworks ritornello material in 
a concerto movement; successive restatements of the ritornello become shorter and 
include less material. In contrast to the first movement, the brevity of Quonimn tu 
so/us sn11ctus prevents it from modulating away from D major. However, the lack of 
modulation serves to reinforce the home key of the work as it nears its end. 
Although there is some evidence that a lack of music paper kept Vivaldi from 
writing a longer movement, it is also possible that he envisioned Quonimn tu so/us 
snnctus as a kind of introduction to the concluding fugue. The movement's abrupt 
ending only increases the listener's anticipation for the final chorus. 
It was customary for stilus mixtus settings of the Gloria text to end with a 
fugue. Cum Sa11cto Spiritu is a double fugue in the stile antico and was borrowed 
from the Gloria per due chori (RV Anh. 23) by Giovanni Maria Ruggieri. Although 
Vivaldi's Cum Sancto Spiritu and Ruggieri 's model, both in D major, differ in length 
by only a single bar (Vivaldi's is shorter), Vivaldi made substantial revisions to 
the harmony, text underlay, and part-writing; he had to reduce the original scoring 
for double choir and double orchestra to one of each. (Interestingly, Vivaldi seems 
to have admired Ruggieri's Cum Sancto Spiritu fugue so much that he also borrowed 
it to conclude his only other surviving Gloria, RV 588, which is thought to be an 
earlier work than RV 589.) Like that of Domine Fili unigenite, the orchestral \ t~ 
writing of this movement is versatile. At different times, the orchestra is used to 
double the choral lines, play instrumental interludes, or participate in the 
counterpoint with independent material. 
Kurt Weill 
Symphony No. 2 
-Kevin Leong 
Kurt Weill began sketching the Symphony No. 2 in January, 1933, on a 
commission from Princess Edmond de Polignac, a staunch patron of the arts who 
also commissioned Stravinsky, Sa tie, and Falla. Work on the composition was 
interrupted in March of the same year, when Weill was forced to leave Germany. 
Upon moving to France, he returned to the symphony after finishing the ballet Die 
sieben Todsiinden (The Seven Deadly Sins). Completed in February of 1934, the 
symphony was premiered in October by Bruno Walter and the Amsterdam 
Concertgebouw Orchestra. Weill wrote to his wife, famous actress and singer Lotte 
Lenya, about rehearsing for the premiere: 'The rehearsal was wonderful. Walter 
does it magnificently, and everyone is genuinely enthusiastic, especially the whole 
orchestra! It's a good piece, and sounds marvelous." Nevertheless, the score 
remained unpublished until 1966, due partially to the initial critical reviews and 
partially to the growing political tensions in Europe. Weill never completed 
another purely orchestral work; instead, he focused on writing works for the 
theater, such as his 1928 hit Die Dreigroschenoper (The Threepenny Opera), for 
which he continues to be well known. 
Weill's Symphony No. 2 utilizes three distinct movements of contrasting 
nature, yet the movements subtly draw on the same motives, creating an overall 
cyclic structure. Each movement, however, maintains a discrete form based more on 
thematic material than key structures. In fact, when asked by Walter for 
programmatic titles to use in the premiere, Weill titled the entire work "Symphonic 
Fantasy," and labeled the three movements "Sonata, Largo, Rondo," providing his 
audience with the abstract form of the two outer movements instead of the dance- jg 
like descriptions Walter had suggested. 
The first movement begins with a "Sostenuto" introduction which contains 
the motivic germ of the entire work, followed by an "Allegro molto" exposition 
which begins in D minor. The development begins with a theme that sounds new, 
but is closely related to an earlier theme. A second development coincides with the 
return of D minor, and the return of the first theme happens not in this key, but in 
the remote key of A-flat minor. In this way, Weill separates the tonal and thematic 
recapitulations into two separate events. The first movement closes not in the home 
key, but in the key of G major, anticipating the second movement. 
The "Largo" second movement begins with a grand dotted rhythm 
suggestive of a funeral march. Although it is in sonata form like the first movement, 
this form is overlaid by a strophic pattern of statement and counter-statement. The 
development holds true to traditional sonata form through its instability of key. 
The recapitulation brings back the strophes in reverse order, omitting the last pair. 
The "Allegro vivace" rondo consists of a theme in A minor that gravitates 
toward C major, punctuated by episodes in E minor and D minor. The final 
statement of the original theme whisks quickly into a coda which has been 
described as a saltarello or tarantella. Its key of C major is undermined by a 
persistent, conflicting D in the bass. 
Weill 's Symphony No. 2 contrasts greatly with his First Symphony both 
overtly and covertly. The First was written at the beginning of Weill's study with 
Busoni, an auspicious time in Weill's life. It demonstrates the Expressionist 
aesthetic of "free" tonality, "nonstandard" forms, and harsh dissonances. The 
~ ~ d was written at a time of great struggle for Weill, when his past successes 
"' l vershadowed by political machinations in Germany. It demonstrates a new 
aesthetic, often called Neoclassicism: a utilization of classical forms, key centers, 
and milder dissonances. Both symphonies shed light on an aspect of Weill that too 
often remains hidden: the composer of music for the concert hall instead of the 
theater. 
-Katherine Engel Meifert 
MEET THE CONDUCTORS 
Kevin Leong is a second-year doctoral candidate in conducting at Boston 
University where he studies with Ann Howard Jones and David Hoose. Last 
spring, Mr. Leong conducted the Boston University Men's Chorus in its debut 
performance. At Harvard University, where he is currently finishing a doctoral 
.degree in biophysics, he serves as Assistant Conductor of the Harvard Glee Club. 
Mr. Leong has worked with Jameson Marvin and the Harvard choruses over the 
past five years, having also served as Acting Conductor of the Glee Club and 
Assistant Conductor of the Harvard-Radcliffe Collegium Musicum. Mr. Leong is a 
graduate of Princeton University and holds a bachelors degree in chemical 
engineering. He is a native of suburban Philadelphia. 
Born in Boston in 1946, Richard Cornell received his musical education at 
the Longy School of Music, the New England Conservatory, and the Eastman 
School of Music where he studied with Joseph Swantner, Samuel Adler, and Robert 
Morris. He has served on the faculties of the Longy School of Music, the Berkshire 
Music Center Tanglewood, and the Massachusetts Institute of Technology. He is 
Associate Professor at the Boston University School for the Arts Music Division, 
where he teaches composition, theory and electronic music. His works have been 
performed by the New England Philharmonic, Boston Musica Viva, Collage New 
M!1sic, Triple Helix, the Dinosaur Annex, Alea III, the Pro Arte Orchestra, and the 
J · England Composers' Orchestra. His work Thrushfield was featured in the 
n, _J.cal Spring Festival 2000 in St. Petersburg. The Harvard Musical Association 
· commissioned his Quartet (2000) for the Muir String Quartet. His electronic music 
for theater and dance has been given by the Blue Heron Theater in New York and 
by Beth Soll & Co. in Boston, Santa Fe, Los Angeles, and Russia. His work has been 
recognized by awards and grants from the Massachusetts Cultural Council, the 
National Endowment for the Arts, the St. Botolph foundation, the New England 
Foundation for the Arts, and with residencies at both Mac Dowell and Yaddo arts 
colonies. 
Professor Cornell studied conducting at the Pierre Monteux Domaine 
Musicale with Charles Bruck. He has conducted the new music ensemble Time's 
Arrow and appears as a guest conductor with the Boston University Symphony 
Orchestra. 
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Katherine Quinn, Long Beach, CA, SFA 
Blaire Reinhard, Morris Plains, NJ, SFA 
Kristen Reinhardt, Sharon, CT, SFA 
Symeon Rose Rom-Rymer, Chicago, IL, SFA 
Hilary Smith, Englewood, CO, SFA 
Katherine Womer Benjamin, Aurora, OR, SFA 
Soprano II 
Sarah Goldenthal, Cherry Hill, NJ, CAS 
Valerie Ann Hurst, Dedham, MA, COM 
Michelle Register, Lnnsdale, PA, COM 
Usoamaka N. Aduba, Medfield, MA, SFA 
Meryl Atlas, Orange, CT, SFA 
Jessica Brusilow, Dallas, TX, SFA 
Rachel Cetel, Cherry Hill, NJ, SFA 
Natalia Douris, Red Hook, NY, SFA 
Lindsey Elmore, So11thbun;, CT, SFA 
Lisa Flanagan, Ossining, NY, SFA 
Miriam Gephardt, Marietta, GA, SFA 
Jodi Hann, Monongahela, PA, SFA 
Hyunjoo Kang, Allston, MA, SFA · 
Anna Kaydanov, Natick, MA, SFA 
Beth Kinzer, Minneapolis, MN, SFA 
Kendall Lima, Warwick, RI, SFA 
Elizabetl1 McBride, Rochester, NY, SFA 
Alexis Munier, San Francisco, CA, SFA 
Ashley Nelson, Morristown, NJ, SF A 
· !y Lieberman Roberts, Boston, MA, SFA 
oline Stuva, New Hope, MN, SFA 
A aina Tutrone, Lindenhurst, NY, SFA 
Joyce Wong, Hong Kong SFA 
Elizabetl1 Westling, Brookline, MA, 
Alto I 
Ashley Avinger, Monfgomen;, AL, SFA 
Sathya Balakwnar, Closter, NJ, COM 
Leta Wing Sum Chan, Alameda, CA , SFA 
Christine Chang, Allston, MA, SFA 
Courtney Elf, Allston, MA, SFA 
Kristin Ezell, Harlingen, TX, SFA 
Trisha Fields, El Paso, TX, SAR 
Jessica Gozikowski, Exeter, PA, CAS 
Amy M. Hall, Fairfield, CA, CAS 
Erin Kunze, El Jebe/, CO, CAS 
Sally D. Micks, Richmond, VA, STH 
Saori Nishida, Kyoto, Japan , GRS 
Lauren Poull, Tonganoxie, KS, CAS 
A1mely Richardson, Scituate, MA, ENG 
Janelle Ripepi., Monongahela , PA, SMG 
Rachel Samet, Brighton, MA, SFA 
Rebecca Sansom, Hu11ti11gtou Bench, CA, CAS 
Jennifer Scarpati, Madison, CT, GRS 
Tracy Wedel, Winnipeg, Canada, 
Margaret Wolff, Madison , CT, CAS 
Alto II 
Christina Greene, Forest Hill, MD, SFA 
Morgaen M. Hansen, Lntham, NY, CAS 
Heidi Haupt, Highland Lnkes, NJ, SFA 
Joanna Hawkins, San Francisco, CA, STH 
Janna Hinebaugh, San Antonio, TX, SFA 
Ming-Chuan Huang Taiwan SFA 
Antje Ihlefeld, Dresden, Germany, ENG 
Kimberly Larmouth, Londondern;, NH, SF A 
Emily A. Lyman, Albany, NY, CAS 
Phaedre Sassano, Wethersfield, CT, SFA 
Nurit Schrnerler, Manchester, CT, SAR 
Rebecca Schmidt, Charlottesville, VA, CAS 
Kimberly A. Yatcko, Livingston, NJ, CAS 
Tabitha A. Young, Aledo, IL, CAS 
Dean Wedel, Manager 
Susan Rodgers, Rehearsal Pianist 
UPCOMING EVENTS 
SPECIAL EVENT 
Monday, November 20, 8:00 p.m. 
Boston University Symphony Orchestra and the Men of Symphonic 
Chorus 
David Hoose, conductor 
Anthony di Bonaventura, piano 
Sanford Sylvan, baritone 
Yevgeny Yevtushenko, Albert Todd, lecturers 
Beethoven: Concerto No. 3 in C minor for Piano and Orchestra, Op. 37 
Shostakovich: Symphony No. 13, Op. 113, Babi Yar 
Pre-concert lecture at 7:00 p.m. 
Symphony Hall 
301 Massachusetts Avenue 
Admission: $10, $20, $35 
For tickets call SymphonyCharge: 617 /266-1200 
November21 
8:00 p.m. 
December3 
7:00 p .m. 
December4 
7:00 p.m. 
Boston University Wind Ensemble 
David Martins and David Hoose, conductors 
David Martins, clarinet 
The Tsai Performance Center 
685 Commonwealth A venue 
Bach Festival 
Faculty Recital 
Steve Ansell, viola 
Michelle Lacourse, viola 
Michele Levin, guest artist, piano 
The Tsai Performance Center 
685 Commonwealth A venue 
Bach Festival 
Faculty Recital 
Peter Zazofsky, violin 
John Daverio, lecturer 
The Tsai Performance Center 
685 Commonwealth A venue 
~) 
Contributors to the School for the Arts Music Programs 
Contributors to the Music Progmms belong lo a special gro11p of people responsible for the s11pport 
of educational activities, even ts, programs, performances and many other departmental needs. 
200,000 + 
Surdna Foundation, Inc. 
100,000 + 
Henrietta DeBenedictus 
50,000 + 
G. C. Andersen Family Foundation 
The Blount Foundation, Inc . 
The Clowes Fund 
Mr. and Mrs. Richard I. Hay 
in memory of Timothy Edwin Hay 
10,000 + 
Mr. Edward Avedisian 
Dr. and Mrs. Robert E. Dressler 
Fidelity Investments 
Esth~ B. Kahn Charitable Income Trust 
~ 'e McDonald, M.D. 
l alem Philbrook 
Vir>;.nia E. Withey 
Avedis Zildiian Company 
5,000 + 
Mr. and Mrs. Alan Broder 
The Canadian Club of Boston 
Ann and Gordon Getty Founda tion 
Mr. Mark Kroll 
Renaissance Musical Arts, Ltd . 
Estate of Arthur L. Thayer 
WBUR 
Zale-Delaware, Inc. 
Mrs. Marthanne Verbit 
1,000 + 
Alabama School of Fine Arts Foundation 
Berkshire Taconic Community Foundation, Inc. 
Mr. and Mrs. Eugene L. Brown 
Cagg Foundation 
Dorothy D. Cameron 
Mrs. Elizabeth D. Campbell 
Mr. Douglas D. Collins 
Lucile L. Dahlsh·om 
Dean S. Edmunds Foundation 
Estate of Charles E. Emerson Trust 
Janet C. Fisher 
Mr. Antonio M. Galloni 
Carol Gebhardt 
Ann and Gordon Getty Foundation 
The Estate of Charles E. Fox Jr. 
Charlotte Goodwyn 
High Meadow Foundation 
Phyllis Elhady Hoffman 
The Kaplan Foundation, Inc. 
Edwin C. Laird 
The Marvin & Eleanor Goodman Foundation 
Montgomery Symphony Association 
Albert Spalding Historical Society 
State Street Research 
Herbert Schilder, D.D.S. 
Mrs. Joan B. Schilder 
P ' , . Steineker 
1,000 + co11ti1111ed 
Carl H. Stiehl 
Phoenix Symphony Guild 
Mrs. Anne Marie Soulliere 
nx Foundation 
The Gilbert P. and Martha A.O. Verbit 
Foundation 
Bob and Anne Woolf Charitable Foundation 
in memory of Dr. Alan Mark Roberts 
500 + 
Alexander Bernstein 
Phylbs Curtin 
Susan Grausman 
FTP Travel Management Group 
The Halcyon Foundation 
Valerie A. Hyman 
!LC Industries Foundation, Inc 
Ann Howard Jones 
Mrs. Anne D. King 
Ms. Rebecca Korn 
Mr. Steven W. Lewis 
Turi and Bruce MacCombie 
Estate of John E. Moran 
Osia Charitable and Educational Trust 
Bea trice S. Rose 
Mr. Ronald G. Simpson 
Ca therine L. Stein 
Mr. and Mrs. Mose Stewart III 
Dr. Rosa Stolz 
Carolyn Stoessinger 
Union Oyster House, Inc. 
Young Musicians Foundation 
250 + 
Estate of Constantin Alaialov 
Allen Organ Company 
Beth S. Chen Buslow 
Ors. John and Harrie t Carey 
Ms. Anne Germanacos 
Nomi P. Chez Foundation 
Ms. Mary T. Newport 
Concert Society of West Stockbridge 
Custom Transportation Services, Inc. 
Edna L. Davis 
Trinity Church 
Joy L. Derry 
Ann B. Dickson 
East Cambridge Piano 
Mr. William E. Earle 
Carolyn B. Fowels 
James P. Galas, PhD 
Nancy Marsh Hartman 
Mr. J. L. Homer 
Mrs. Marian Kent 
Kirkland Construction Co. 
Herbert F. Levy 
Mr. and Mrs. James L. Loeb 
Merle Louise Mather 
Rayburn Musical Instrumen t Co. 
Charles Stakely Jr. 
Ella Reiss Urdang 
Waste Solu tions, Inc. 
Boston University School for the Arts 
Advisory Board 
Jason Alexander 
Saul B. Cohen 
Edwin G. Fischer 
Judith M. Flynn 
Nancy Reis Joaquim 
Esther B. Kahn 
Michael Melody 
Stephen M. Mindich 
Ronald Sampson 
Anne-Marie Soulliere 
Ralph Verni 
Administration 
Phyllis Hoffman, Director, Music Division 
Eve Muson, Assistant Director, Theatre Arts Division 
Roger Meeker, Associate Director for Design and 
Technical Production, Theatre Arts Division 
Alston Purvis, Director Ad Interim, Visual Arts Division 
Walt Meissner, Associate Dean, Administrative Affairs 
Patricia Mitro, Assistant Dean, Enrollment Services 
Judith Sandler, Director of Public Relations 
Karla Cinquanta, Alumni Officer 
Jennifer Shepard, Director of Development 
General Information: 
Public Relations Office: 
Development Office: 
Alumni Relations Office: 
SFA Events Information Line: 
* * * * * * * * * * * * * * * * * 
(617) 353-3350 
(617) 353-3345 
(617) 353-3345 
(617) 353-3345 
(617) 353-3349 
You can help support these talented young artists by joining the 
Friends of Music at the School for the Arts. For information, 
please contact Jennifer Shepard, Director of Development, Boston 
University School for the Arts, 855 Commonwealth Avenue, 
Boston, MA 02215 or call 6171353-7293. 
